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GETTING STARTED

If you have not taught for us before, you will need to get a P00 number (faculty/student ID) and BGSU ID card from the business office. It can be used to take out books, apply for an email account, charge meals, use vending machines, and even to get a bookstore discount (10%). To be able to charge at the eateries on campus you must fill out a form at any of the cashier stations. Once approved your bill will be deducted from your paycheck.

 All First-Year Faculty will need to open a free BGSU email account. This is the easiest way for students to find you in the system. Also, it is required for you to be able to access your class rosters which are only available through the Blackboard system. Please provide the coordinator with your new email address. To apply for an email account, go to 129 Hayes Hall or directly to the website.

You have a mailbox located in the main School of Art office (grads are in the grad office). There is also a White board in the office that lists all the meetings and events. 

OFFICES

All full time FYP faculty have been assigned an office space, Full-time faculty will be sharing office space, two to an office. See Lisa for assignment. There are computers for your offices.  Currently, adjunct faculty do not receive an office.  It is expected that you would meet with students immediately following or before class.

KEYS

Lisa and Stacy process key requests for all faculty.  You should receive blue key request cards in your office mailbox that you will then take to the Facilities building on Poe Rd.  You can then pick up keys for your office and all classrooms in which you are teaching. Please see Stacy if you need further instructions.  If you have any questions her phone number is 372-2786. Keys for the AV black boxes are not distributed to grads or adjunct faculty. A key is available in the key safe in the main SoA  office next to the door and faculty mailboxes.  After unlocking the box IMMEDIATELY return the key.  Do not wait until the end of class.  Keys for tool and supply cabinets will be provided by the FYP Coordinator. 

CLASS ROSTERS and ENROLLMENT

You can access your class roster(s) via the Canvas portal on the BGSU website. Go to www.bgsu.edu, then MyBGSU, type in your bgsu email  and your password. The roster request service is available: M-F 7:30am-7:30pm, Sat 8am-Noon.  If you cannot download your roster, see Stacy for a hard copy.

Class size is 18 or 19 for courses in the First Year Program and most classes have a First Day Attendance Policy that requires that they attend the first day of class or be dropped from the roster. Students may show up on the first day asking to be added to the class, If you have less than 18 on your roster, add them to the class by signing their Add Sheet They are responsible for turning the form in to the correct office.

If you have 18 students already enrolled in your class, then It is your decision whether to add an extra student to your class or not. If you have 18 students on your roster and someone did not attend the first class, then you should add a student to the class. You may want to wait until the second class meeting to officially let the other student into the class just to make sure that the other student is in fact dropping the course.

CLASSROOMS

The First Year Program uses several classrooms in the School of Art.  The 2D and Color Workshops meet in 1102, the 3D workshop meets in 1106, the AMP and 4D Workshops meet in 1107, and the Drawing Workshop meets in 206.  Students have 24 hour access to the building, however, the doors are officially locked at 10 pm. Students are responsible for keeping this room clean and free of materials. All projects must be stored neatly on the shelves or in their lockers.

It is the responsibility of each faculty member to leave their classroom in a clean and clutter-free condition after each class meeting. Students should put away projects, clean off desks and floors, return furniture to it's original places, and put away any materials or equipment they were using. Projects that have been graded must be removed by students within one week. Each faculty member is responsible for seeing to this and disposing of their students' past projects in a timely manner.

While all faculty members are responsible for keeping rooms neat and clean the following persons oversee each of the listed areas. They will coordinate clean-ups and should be contacted with facility questions or needs.

4-D Classrooms
Leigh-Ann
3-D Classrooms
Leigh-Ann
2-D Classrooms
Mike
Drawing Rooms
Mike
Paper towels and soap are stored in room 206 above the sink.  Supply Cabinets in each room are stocked with some basic supplies, tools, and equipment for classroom use. Only faculty members are permitted access to the cabinets and these should be locked after each class (even if you believe there is someone teaching in the room right after you). Students can sign-out needed tools for use during class time only. Faculty members are responsible for collecting all materials and tools at the end of the class. All tools not returned to cabinet will be charged to student who signed it out. Please clearly label any materials that you have purchased for your use only.

STUDENT LOCKERS

A limited number of lockers for First-Year students are located outside of each classroom and in the back hallways on the first floor in the old building. Lockers are first-come-first-served and you should strongly encourage your students to share with a buddy. To claim a locker, students must bring a lock, write their name, semester and year on a piece of tape and attach to any available locker. Those lockers without current dates taped to them ARE CUT OFF and their contents disposed.  Students should not try to claim lockers on the second floor down by painting.

SAFETY

Please remember to address safety issues with students when presenting any new materials, equipment, or techniques to students. You may want to review safety guidelines and procedures so that you are aware of the hazards and can best guide students in the proper use of materials and equipment.  First aid kits are located in the 2-D and 3-D classrooms and in the office.  Remember to put on gloves when attending to someone who is bleeding.

PURCHASING SUPPLIES 

Students are required to pay a materials fee for 1020 1030, and 1120. As their instructor you have access to part of that fee for supplies, photocopies (7 cents per copy) and materials (not equipment). The other part of their fee goes to support fieldtrips, special group activities, visiting artists, events and common materials. All requests for materials must be approved by the FYP Coordinator.  However YOU are responsible for staying within your budget. Try to buy or order the bulk of your classroom supplies within the first three weeks of the semester. 

The easiest way to purchase supplies is to use the FYP credit card number, expiration, and security code and purchase online.   You can also get the card from the coordinator to make local purchases. Bookstore purchases must be made using our DCC number.  Do not use the credit card for internal BGSU purchases.  In all cases you must give your receipts to me.  You need to make sure that you are not charged tax. I track the card online on a weekly basis.  You will be responsible for procuring duplicate receipts or refunds of tax charges if you fail to follow procedures.  If possible do NOT order from Dick Blick.  Utrecht orders require a special purchasing number as well as the credit card.  Do not purchase supplies out of your own pocket unless you do not mind not being reimbursed.  You can deal with Jane.  If you have need of tools or equipment that do not fit in the budget, see me.  We’ll see what we can do… 

Expense Budget per Workshop

	2D and AMP Workshop
	$ 120.00 per workshop x 2 = $240.00/sem 

	3D and 4D Workshop
	$220.00 per workshop x 2 = $440.00/sem

	Drawing & Color
	$ 120.00 per workshop x 2 = $240.00/sem 


	Where to Purchase Supplies in Bowling Green

	BGSU Book /Art Store

You can request that they purchase art supplies for your students. Please contact: Deb Sayre at (419)372-7784., University Bookstore sayre@bgnet.bgsu.edu


	Wood, Lumber, 3/d Supplies

Bee Gee Block and Lumber

Bowling Green Mirror & Glass

Carter Lumber

Gordon Lumber

Home Depot

	Misc. Materials 

Main Street Ace Hardware (offers BGSU a 10% discount)

Sherwin-Williams

Whitman Hardware

Ben Franklin's

 Meijer's 

Radio Shack 

Staples 

Wal Mart 

	Photo/ Digital Prints/ Photo CDs/Slides Developed 

Blue Ribbon Photo

IMS  372-2290


COPIES

You will be given a copy code to access the copy machines. The School of Art charges 7 cents per copy. Please calculate this into your course budget. If you have a large document you may want to consider either putting a copy on reserve in the ARC, giving students access to it over the web via the Jerome Library E-Reserve system, or have it made into a course pack through the BGSU Bookstore, Kinko's, or Fast Company. If the info you want to copy is in electronic form, you may even dispense with hardcopy altogether and make the materials available in the documents section of your Blackboard course shell.

There are two copiers available for your use, one in room 1103, and one in the Graduate Office. The FYP alone is billed over $2000.00/yr for copies. Let’s try to spend our money on something more exciting, so… copy what you should, use the proper code for the proper class, ALWAYS DUPLEX, and be mindful of waste.

COPY CODES
Every faculty member is issued a personal copy code.  This is the code that you should use for making copies.  Grad students and adjunct faculty should use 72044.
TEXTS

 The FYP courses use Mary Stuart’s Launching the Imagination Comprehensive Edition as a standard text for all the courses.   Readings are provided in the workshop outlines.  You may require students to do additional readings in LTI or additional texts if needed. If you are considering using an additional text please keep expense in mind.  

· LTI doesn’t cover drawing. You may want to look at Drawing: Space Form & Expression by Enstice & Peters.  

RESOURCES 

FYP Equipment Resources

The FYP owns a variety of equipment to support our mission.  There is a mobile digital projector, four digital still cameras, two digital video cameras and a cordless drill that can be checked out from my office.  In addition the FYP has 10 direct to flash digital cameras, 3 digital capture devices, and small metal tool kits that are available for FYP student use only through the MCAP lab. 
MCAP (Media Cage/ Art Printing)

Equipment checkout and large format printing resources for faculty and student use. Please take time to introduce it to your students.

The Media Cage
Located in the MCAP lab.  Here is where you check out equipment that is commonly used by the School of Art faculty and students. As a First-Year Program faculty you have access to a variety of equipment including: slide projectors, TV, VCR, overhead projectors, video cameras, tape recorders, sewing machines, small metals toolboxes, etc. The Cage will also accept new equipment as needed. Please see the attendant in the Cage for more information.

IMS (Instructional Media Services)

We encourage you to use the Instructional Media Services if you need a computer to use with the digital projector.  They can have both delivered to your classroom (419-372-2881). 

Wood Shop
The Wood Shop is located in the older part of the building in room110. All students are welcome to use the Wood Shop after they have received safety training with the School of Art Technicians. A monitor is always present to help students with their projects and ensure the safe use of the tools. All 3/d instructors must schedule a safety workshop for their classes sometime during the semester. Students who have hot yet taken 3/d may set up an individual session if they desire to use the shop.  Clayton is also responsible for some of the routine classroom maintenance that involves fixing or repairing.  DO NOT LET STUDENTS INTO THE WORKSHOP AND LEAVE THEM TO WORK UNATTENDED.  You may leave only if there is a shop tech present.

GRANTS

The Medici Circle has been very generous in providing grants for activities organized by FYP faculty. They are primarily interested in funding events that directly benefit the students: fieldtrips, guest speakers, and workshops. We encourage the entire First-Year Program faculty to take advantage of this opportunity, If you are interested in writing a grant, please feel free to discuss your ideas at the next First-Year Program meeting. To obtain the correct form see Jane in the office. Reminder: Do not include any other written information; submit ONLY the application form.

EVENTS

We believe that the first year experience should extend beyond the classroom and include experiences that help to develop a sense of community among the students and faculty. Each semester we work together to plan and facilitate fieldtrips that take students to local artists studios, galleries and museums. We also organize with the students a public art event in the spring. In the past we have created: Blow-up (inflatable sculptures and film event), Visions of Suburbia (Putt Putt Golf Course), Roadside Attractions and Freedom to Listen (Multimedia event at the ClaZel Theater).

EXHIBITIONS
Galleries

The School of Art has three exhibition venues: The Dorthy Uber Bryan Gallery, The Willard Wankelman Gallery, and The Student Union Gallery. The first two are programmed a year in advance; the Union gallery can often be scheduled on much shorter notice.  Please familiarize yourself with this year’s exhibition schedule and consider working upcoming exhibitions into your course syllabi.

Hallway Displays of Artwork

In recent years there have been run-ins with the fire marshal over student displays of artwork throughout the building, with the FYP being a major offender.  Before installing student work, consider the following:

1. ABSOLUTELY NO ARTWORK IN THE STAIRWELLS

2. No flammable materials may be hung overhead.

3. 3-D works should not extend more than 24” from the walls or be placed so that they impede walkways, doorways or exits.

4. All electrical cords should be taped down and routed around traffic areas when possible.

Please do not let this dissuade you from taking time this semester to plan an exhibit of your students work in the hall, exhibition cases, or other sites in the School of Art. This gives the BGSU Art community an opportunity to see what your students have been learning and often is inspiring to other students. The following are a few guidelines for exhibiting:

1. Check with faculty about available sites in the school for the time frame needed. 

2. Plan your exhibit. Things to consider: the date of installation and removal, how students are involved in the exhibition, and which assignment's best showcase your students’ achievement and progress. 

3. Include a copy or written explanation of the assignment and your name.

4. Take down the show on the appropriate date and leave the area clean, free of strings, tape and other leftovers!

5. Please limit exhibitions to a 2-week duration. 

6. On weekends when we have a portfolio review, please exhibit the most successful examples of artwork from the class.

FIRST-YEAR PROGRAM CURRICULUM

MISSION

The Foundations Program is a coordinated and dynamic first year experience designed to provide students with the methods of artistic research and practice that will allow them to translate their experiences and knowledge into artworks.  Formal elements of design and technique are explored in a larger context which foregrounds how materials, processes and context establish meaning. Students are encouraged to grow imaginatively and analytically by exploring areas in which different media and disciplines fruitfully overlap, thereby becoming more perceptive and responsive to themselves and the world around them, broadening their notions of art and the roles of artists.  

AIMS OF CURRICULUM

1. CREATIVE THINKING

· Students demonstrate an increased visual sensitivity and creativity. Students are taught how to think against one’s self; how to adopt alternative conceptual frameworks; how to think and approach research in a cross-disciplinary fashion.

· Students demonstrate the ability to generate ideas and grapple with concepts translating this process into visual or interactive forms (how to do visual research)

· Students become aware of the pivotal role perception plays in analysis and creation.

· Students become more self-motivated and engaged in their own growth as artists.

2. CRITICAL THINKING

· Students engage thoughtfully in verbal or written analysis and evaluation one’s own work and the work of others (critique/ analysis skills) 

· Students develop awareness the role that craftsmanship plays the creation and interpretation of artworks.

· Students become more observant and perceptive of themselves and the world around them.

· Students learn how to define problems and analyze their assumptions.

· Students learn to understand how meaning is generated on multiple levels.

3. VISUAL AND ORAL COMMUNICATION SKILLS

· Students explore the formal elements of two and three-dimensional design.

· Students acquire an understanding of how context affects meaning and communication.

· Students display the ability to identify and target specific audiences.

· Students display an increased art/design vocabulary. 
4. RELATIONAL SKILLS

· Students recognize connections across the curriculum between their art, science and the humanities courses. 

· Students develop an awareness of the relationship of art to the world at large.

· Students develop a burgeoning awareness of and interest in contemporary art practice.

· Encourage students to explore the complex interrelationships between the personal, the social, the political and the spiritual spheres.

PROGRAM STRUCTURE

The new FYP curriculum consists of 3 non-sequential, three-credit courses: Students enroll in ART 1020, Design Studio; ART1030, Drawing Studio; or ART1120, Media Studio.  Each studio is divided into two eight-week workshops.  Instructors teach the same workshop twice during the semester, trading students with the concurrent section at midterm. Two sections of each of these studio courses must be offered concurrently to allow for the exchange.  Grades for the two workshops that comprise each studio course are averaged to arrive at a single grade for the course.  These are submitted by the instructor of record, (this is the instructor of the course section in which they were enrolled). 
Advantages of a Workshop Structure
· Seeks to establish and institutionalize in the program structure a balance between formal/conceptual and tradition skills/new technologies.
· The more clearly articulated curricular structure will help students to assimilate and order the large amounts of information provided in FYP program.
· Students are exposed to a more diverse pool of instructors, methods, and viewpoints.
· As fiscal pressures force us back into relying more on grads and temp instructors, the higher degree of standardization will help to maintain the integrity and continuity of the program.
· Reduces workloads on grads by repeating the same 8 week lab twice (Grads prep only 8 weeks rather than 16 weeks.) 
· Graduate teaching is improved. Grads receive more curricular guidance by tightened structure and by rehearsing the same lab 4 times over the course of their second year rather than the current 2 times.
· More intense workshop structure keeps positive pressure on instructors and students. Less time for “Chalk and talk” or “mid-semester doldrums”.

	Course name
	8 wk. workshop
	Course Content
	Evaluation 
	room

	ART 1020

Design Studio

Enrolment: 18

No. of Sections: 

F-6, SP-6
	2-D
	Elements and principles focusing on: syntax and context; unity and variety; gestalt principles; compositional dynamics, POV & cropping; rhythm & dynamics; spatial clues
	3 projects  excluding exercises
	1102

	
	AMP

Art Methods and Practices 
	Problem identification; Convergent & Divergent problem solving,; creativity techniques; conceptual and studio based research strategies; visual logic; design integrity; drawing as a thinking tool; thinking with vs. thinking about; issues of representation & types of signification: literal, associative, metaphoric, allegoric, symbolic
	4 projects excluding exrcises
	1107

	ART 1030

Dawing Studio

Enrolment: 18 

No. of Sections: 

F-6, SP-6
	Color 
	Elements and principles of additive & subtractive color & color interaction; applied extended split pallet & applied color systems symbolic/expressive/physiological color and meaning; effects of light and lighting: placement, direction, intensity, focus & temperature
	3 projects  excluding exercises
	1102

	
	Drawing
	Drawing from observation
	6 assignments &

Portfolio 
	206

	ART 1120

Media Studio

Enrolment: 18

No. of Sections: 

F-6, SP-6
	4-D
	Seriality; synchrony/asynchrony; continuity/sequence/ pacing/transition; narrative structures; performance; audience/installation/site; kinetics; intro to non-linear editing
	3 projects excluding exercises
	1107

	
	3-D
	Elements and principles of 3D focusing on: materiality and context; unity and variety; gestalt principles; rhythm & dynamics; construction & methods (add. /sub.); materials and surface; form/volume/mass;
	3 projects  excluding exercises
	1106


Program Summery

GRADING

You are the instructor of record for the students that you teach the first half of the semester (workshop session 1 = WS1).  Each instructor will only submit final grades for these WS1 students who appear on your Blackboard roster.  
University System

BGSU uses a system of “simple” letter grades.  Students may only receive evaluations of A, B, C, D, F, I, WF for a course, without the modifiers of (+) or 

(-). Internally, for coursework and homework, you may choose to use to use (+) or (-), but you must average them out for the final grade.  If you are considering giving a student a final grade of I or WF please consult with the coordinator to ensure that the circumstances warrant the use of these codes.  

Recording

During WS1 it is strongly encouraged to record your grades using the grade book function of the Blackboard shell that has been created for your course.  It is set up so that students can access and monitor their own grades.  During WS2 record your grades on the appropriate grading sheet found online at bgsufyp.yolasite.com.  The final grades for each workshop MUST be on a 100 point scale. Subtract 10 points from the student’s total for every absence after their 2 “freebies”.  I strongly urge you to use the rubrics found in the “Evaluation” section of the Workshop Outlines.  Turn in your grade and attendance sheets from WS2 to the instructor of record at the end of the semester.  The instructor of record will record the final grade from WS2 with their grades from WS1 to arrive at a final grade that is the average of WS1 and WS2.  Print out or create a file on your computer that has your Canvas grade sheets and the attendance sheets from WS1 and WS2. Keep on file for 1 year.

Submitting final grades
You are the instructor of record for WS1 students.  These are the only students for whom you will submit final grades.  We are now using the Peoplesoft system to electronically submit grades.  When you go to your MyBGSU home page click on the “Grade Roster” link in the “My Services” section on the right hand side of the page. 
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· Go to the Grade Roster screen by selecting the correct little icon for your course.  Enter grades by using the pull down grade selection option for each student.  Select Save.

Navigate to the Approval Status menu and change the status to Approved.  A button entitled “Post” will now appear below the listing of students.  To post final grades, select "Post".  Grades are now entered into Official Grades column and Posted appears in the column on the far right column.  The grades have now been officially posted.  Logout of MyBGSU.
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FYP Standard Grading Policy

In order to assure equity and consistency in the evaluation of all FYP coursework, to maintain high standards of performance, and combat “grade inflation” we have established a standard grading rubric to be used for all coursework that is assigned a letter grade.  Please familiarize yourself with these standards and include a copy of them with your syllabus, taking time with your class to focus on the highlighted passages.
GENERAL GRADING GUIDELINES

An “A” student

Clearly excels in the concept and fabrication of projects; has mastered the material.

Displays a sense of commitment to their work that is far beyond normal expectations; has the self-motivation and self-discipline needed for success.

Shows an exceptional combination of intelligence, insight, creativity, organizational skills, and commitment.

Comes to class prepared at all times.

Completes work on time.

Is very active in class critiques and discussions.

Has virtually perfect attendance.

A “B” student

Consistently obtains good results on projects; has a good understanding of the material.

Displays a sense of commitment to their work that is beyond normal expectations,- has some self-motivation, but may need outside stimulus.

Shows some semblance of intelligence, insight, creativity, organizational skills, or commitment, but it is yet under-developed.

Comes to class prepared at all times, or almost.

Completes work on time.

Is somewhat active in class critiques and discussions.

Has good attendance, missing less than 3 classes.

A “C” student

Obtains mediocre or inconsistent results on projects; has some concept of what is going on but clearly has not mastered the material.

Displays a reasonable commitment to their work within normal expectations; has an average level of motivation that relies on outside stimulus.

May be lacking in insight, creativity, organizational skills, or commitment. Some students have exceptional ability but poor self-management or bad attitude; others are diligent but simply average in ability.  He/she lacks the ability to put it all together.

Comes to class prepared more often than not.

Completes work on time.

Is occasionally active in class critiques and discussions.

Has good attendance, missing only a few classes.

A “D” student

Obtains poor results on projects; has little comprehension of the material.

Displays only occasional commitment to their work; lacks self-motivation.

Has little insight, creativity, organizational skills, or commitment

Comes to class prepared only half of the time.

Has difficulty completing work on time.

Is seldom active in class critiques and discussions.

Has poor attendance.

An “F” student

Missed more then six classes.

Obtains poor or no results on projects; has no comprehension of the process.

Displays no commitment to their work; little or no self-motivation.

Rarely comes to class prepared.

Rarely completes work on time.

Is rarely active in class critiques and discussions.

SYLLABI and COURSE OUTLINES

Faculty must provide students with a syllabus for each workshop.  There is a syllabus template available on the home page of bgsyfyp.yolasite.com that you can adapt. The syllabus is considered the contract between the faculty member and the student, and should clearly spell out what content areas will be covered, the general methodology of the course, and most importantly, faculty expectations for student performance and the criteria that will be used for their evaluation. 

· All FYP faculty must also include a copy of the General Grading Guidelines (previous page) and the First-Year Program Attendance Policy (next page) with their syllabus. 

· Students need to be notified in writing if any changes are made to the syllabus during the course.

· WITHIN THE FIRST WEEK OF EVERY SEMESTER the main office needs copies of the syllabi for all workshops you are teaching for their files.   Consider posting a copy of the syllabus (and all course documents) to the “documents” section of your Blackboard course shell.

Workshop outlines detail the schedule of all classroom activities, projects and homework. These are organized by class period.  Outlines function primarily as a planning tool for the instructor to ensure that all content areas are covered, and to help make sure that you have made proper preparations for each class period.  Some instructors include the course outline as part of their syllabus. You are not obligated to do so, and I do NOT recommend this practice. 

ATTENDANCE

The most common cause of poor student performance and student/instructor conflict is poor attendance.  In order to ensure equitable treatment for all students, maintain high standards of education, and promote good academic habits that lead to academic success, the FYP has adopted a uniform attendance policy.  The complete policy is given below and should be included as part of your syllabus.  Please take special note of the following:

· There is no such thing as an “excused absence”.  There is only presence or absence.

· They get 2 “freebies” per workshop before any penalty sets in.

· This policy is meant to take the pressure off of individual instructors. Simply follow the policy and refer disgruntled students and any cases that require special consideration to the program coordinator.

· This policy requires that you keep a complete and accurate record of student absences that tracks not only the number of absences but records the date of each occurrence.  Without dates, it is hard to verify and enforce this policy.  One copy of attendance sheet for WS2 must be turned in to the instructor of record with the WS2 grades at the end of the semester.  The instructor of record must keep attendance from WS1 and WS2 on file for one year.  Blank attendance forms are available online at bgsufyp.yolasite.com

School of Art First-Year Program 

Attendance Policy

In order to insure equitable treatment of students, maintain the high standards of education within the program and promote the academic success of our students, The School of Art has adopted a standard attendance and grading policy for all sections of Art 1020, Art 1030 and Art 1120.

Attendance is not only mandatory it crucial to your success in the program.  The content and procedures used in studio courses are different from those utilized in other academic disciplines, making it very difficult or impossible to follow along outside of class or “make–up” missed meetings.  In addition, the collaborative and cooperative educational environment used by this program is dependent on the involvement and full participation of every student.  Every time you are absent you lower the quality of education for your peers as well as yourself.

1. Missing more then 12% of regularly scheduled workshop meeting times (2 classes) results in the reduction of the grade for that workshop by a letter grade, and continues one letter grade reduction for each additional absence Example: if you have a “C” average for the workshop and you miss 4 classes you will receive an “F” for that workshop.

2. There are no “excused” or “unexcused” absences.  There is only presence or absence.  It is advised that you use this limited resource wisely. It is possible you will have a legitimate illness or emergency during the term, but if they are used up, they are used up. 

3. Arriving for class more then 10 minutes late or leaving class more then 10 minutes before dismissal constitutes a tardy.  The accumulation of three tardies is equal to an absence in the calculation of attendance.

4. In the event of dramatic and extreme circumstances make an appointment to discuss your options with the individual instructor who may bring the case for review by the Program Coordinator(s).

artsXpose
Arts-X-pose is an initiative of the First-Year Program that requires all FYP students enrolled in Art 1020, Art 1120 or Art 1030 to attend a minimum of 2 non-course related arts experiences during every 8-week workshop. 

 Goals:
1. To familiarize beginning students with local arts venues, resources and events.

2. To facilitate students’ critical awareness and their abilities to make meaningful connections between the various forms, media and formats found in theater, film, dance, literature and the visual arts.

3. To promote students’ active participation in the life of the School of Art and the University community. 

Evaluation for the arts-x-pose component will serve as no MORE than 1/8 (12.5%) and no LESS than1/10 (10%) of the final workshop average for students enrolled in Art 1020, Art 1030 and Art 1120.

Students enrolled in multiple sections of FYP courses during a given term may use the same events to fulfill the arts-x-pose requirement for all sections of Art 102, Art 103 or Art 112 taken concurrently. Students living in the Arts Village or taking Art 101 may have similar event attendance requirements placed on them.  Participation in any other coursework does not exempt students from fulfilling the arts-X-pose requirements.  However, students may count events attended in the completion of other coursework towards arts-X-pose so long as they meet arts-X-pose criteria for qualifying events and verification.

Verification:

There are two formats for acceptable verification: 1. Completion of the written portions of the standard Description/response form, or 2. Photo documentation which clearly depicts the student’s presence and which also contains visual details that uniquely identify the event may be substituted for written portions of the form at the discretion of individual instructors.

Instructors shall determine which of these two formats of verification they will accept as the basis for evaluation in their individual classes or an instructor may determine that both formats are interchangeably acceptable.  Instructors should simply make their expectations for verification clear and keep them consistent for the entire term and for all students in their workshops.

Events that fulfill the arts-x-pose requirement include:

· Arts related fieldtrips

· Visiting artist’s lectures

· Exhibitions

· Plays (college or professional NOT High School Productions)

· Films that are part of a University department sponsored film series (NOT films sponsored by the Student Union or films at commercial multiplexes)





· Musical recitals or performances

· Poetry/literary readings

· Attendance of Art Club Meetings (clubs may only count as one event regardless of the number of club memberships or the number of meetings attended during a term)

· Arts related symposia, discussions or reading groups 

· Arts related conferences

· Art events, demos, or workshops that are non-course related

NOTE: Participation in the FYP Spring Event or visiting artist lectures related to it are considered a normal part of the course content so they do NOT count towards  fulfillment of the arts-x-pose requirement.

Name:____________________________________

Class: (2-D Foundations:102 / 3-D Foundations:112 / Drawing Foundations:103)

Meeting Time:__________ (M/W or T/TH)

artsXpose form 

Title of Event_____________________________________________________

Date & Time of Event______________________________________________

Location of Event_________________________________________________

Type of event (Only the events listed below fulfill the artsXpose requirement):

( Visiting Artist Lectures

( Exhibition* (non-course related)


( Films**



( Plays

( Arts Related Field Trips

( Recitals***

( Poetry / Literary Readings

( Arts Related Conferences

( Arts Related Symposia, discussion/reading groups or workshops

( Attendance of Art Club Meeting****


*Exhibition visits must not be course-related (for example, if we visit an exhibition as a class you may not count this exhibition as an artsXpose event.

**Films must be part of a Univ. dept. sponsored film series—Not films sponsored by the Student Union.

***University Sponsored Recitals only.

****Clubs may only count as one event regardless of the number of clubs or the number of meetings attended during a term

1.)  Provide a brief detail-oriented technical description or summary of the event you attended.  This section should remain journalistic and should not be reflective of your opinion.

2.)  Use the section below to write a well-structured paragraph focusing on your personal critical insight / response to the event.  How did you interpret or react to what was presented to you?  

3.)  What information, ideas, images, etc. most impressed you and why?

4.)  Overall, how would you rate this event (10 being the most worthwhile)?


(10 / 9 / 8 / 7 / 6 / 5 / 4 / 3 / 2 / 1 )

5.)  Justify your rating in the question above:

6.) Staple official documentation of the event (for example, fliers, handouts, itineraries, postcards, ticket stubs, etc.) 

7.) Self-Portrait!  Attach photographic documentation (digital cameras , 35mm cameras and disposable cameras [a cheap alternative]).  The image must clearly depict the your presence at the event and contain visual details that uniquely identify the event.  Do not submit more than two photographs.  The only acceptable documentation will be photos or printouts stapled to this form.  You may not e-mail digital images or attach any CD’s, discs, etc. to this form—your cooperation ensures that your instructor has all of your information in one place, which ultimately means that you will be credited for your attendance.
ASSIGNMENTS AND PROJECTS

As a way to better support the mission of the program and provide a coordinated learning experience for our students, we have provided assignments for every workshop.  It is recommended that you use these assignments in your workshop.  They are based on a set of Project Standards.  If you choose to modify the set assignments or choose to create your own, you must follow the Project Standards below in designing your assignments.  Repeatedly rehearsing the model that these standards establish encourages students to internalize a “best practices” model of studio professionalism: a general, systematic framework for problem solving, creativity, and self-assessment, that students will then carry into their advanced courses to augment and compliment more intuitive, visionary and inspirational approaches to art making. It is expected that each faculty should teach from their unique interests, strengths, and skills. There is much flexibility within this model, providing individual faculty plenty of academic freedom while at the same time providing a strong measure of consistency within the First-Year program. 

Project Standards

All major assignments or projects for ART1020, ART1120, or ART1030 must include the following components:

1.  Support Component

This component consists of background material, lectures, readings, slides and other sources such as video, field trips etc. provided or arranged by the instructor in order to contextualize the assignment within a framework of culture, history or current studio practice.  In addition, the support component should attempt to make connections across the curriculum and address relevancy to students’ experiences whenever possible. Simple introduction of the assignment, technical demonstrations, or discussion of the project sheet while important, do NOT satisfy the support component.

2. Field Work Component

This must consist of research conducted by the students and must generate information, visual resources or ideas not expressly covered in the support component.  The term ‘research’ here is meant to include a wide spectrum of activities and is not limited to traditional research strategies.  Any activity in which the student actively and consciously expands their information base may be considered as the research component.  While preliminary sketches/notes for a specific assignment are recognized as an important part of the process, these alone would not satisfy the research component.  The research component is an organized activity meant to lead to the generation or evaluation of these sketches/notes.  It would be encouraged that more than one research strategy be utilized per assignment and that some cooperative/collaborative strategies be included during the term.

Examples of activities that would fulfill the research component:

· Traditional book/periodical based research of artists, artworks, movements, issues etc.

· Visual research for source material, compositional models, stylistic paradigms, the systematic analysis of found imagery

· Cooperative brain storming, role playing, small group discussions of preliminary sketches or ideas

· Group or individual field trips, interviews, exercises, photo safaris, performances, debates, etc.

· Interactive online discussion of issues (class chat rooms or blogs); web based research

· Small group or student-led in-process critiques

· Mini assignments that create visual resources that, in turn, feed into the larger assignment.

3. Formal Component

This deals directly with issues of media manipulation, technical skill, craftsmanship and the understanding of design fundamentals.  While these are extremely important concepts, they are often elevated to the point to where they dominate course content.  A balance should be struck between formal and conceptual issues which points to their inter-relatedness.  Over-accentuation of the formal component produces technicians, not artists or designers.  Stress the communicative aspects of form and technique (form IS content)

4. Conceptual Component

This is often referred to as content.  The conceptual component should address issues, ideas or concerns that move beyond concerns of materials, processes or design fundamentals.  The conceptual component may be directly related to, or a natural extension of, the formal concerns. (ex.  A project dealing with rhythm and texture may be expanded to introduce the concept of synesthesia (the translation of one sense into another) in which the students must use texture and rhythm to visualize the taste of an orange or the sound of a foghorn.) While it is understood that the distinction between form and content is somewhat artificial, requiring the conceptual component is meant to force students to grapple with the expressive/communicative dimension of visual works.  It discourages thinking of formal issues as a set of rules and regulations for creating successful works and offers instead, formal design concerns as a set of interrelated communicative strategies.

5. Reflective/Evaluative Component
The final component of each major project should include some sort of student evaluation or reflection in addition to the instructor’s final grade for the project or an instructor led group critique.   Students benefit from developing critical and evaluative tools with which to assess their own success and growth, and with which they can make informed and cogent decisions, distinctions, and evaluations of others’ work.

Examples of activities that would fulfill the requirements of the Reflective/Evaluative Component:

· A short learning outcome paper

· Completion of a self-assessment form

· Formal or informal peer assessment (Written or oral responses to another student’s work)

· As a group (or in small groups) the students decide on the criteria that the instructor uses to evaluate the project (consensus building)

· Journal writing (Focused or at least semi-directed)

· “Critique games” Students are asked to group the works presented as “best” they can, and are then asked, (or another group can be made to discover) the criteria on which they made their groupings (composition, color, content, style, imagery)

· Having one student present, defend, or explain another student’s work as if it were their own.

DEVELOPING YOUR OWN PROJECTS & ASSIGNMENTS

Deep Learning and the Conceptual Component

Recent research clearly indicates that students engage in what is termed “deep learning” (knowledge which is retained, operational, and flexible) when information is presented in a motivational context such that students feel that course material is directly relatable to their lives and interests.  

Although most first year students would lack the resources to frame their concerns in the language used in the table below, these are the sorts of topics that they think and care about as they undergo, what is for many of them, the most important individuating experience of their lives. Students are focused on questions such as Who am I? Am I typical? How and where do I fit in? What is the world beyond parents and high school like? By contrast, it’s tough for most beginning students to understand how design elements such as “point to line to plane”, or “negative space” or creating a “harmonious composition” has any bearing on their day-to-day lives.  By utilizing design elements as a means of investigation rather then as an end, students often display amazingly sophisticated uses of visual language as opposed to conceptually vacuous displays of art principles or “tricks of the trade” that look like high school art projects.  Listed below are some suggested general topics that can be used as the focus of your major assignments.

Suggested categories and topics that satisfy the conceptual component of FYP assignments

	self
	community
	world
	transcendence

	personal history/narrative

memory

gender

body

ethnicity

multiple self

construction of identity
	self and others

freedom vs. responsibility

family

communication

collaboration
	current events

activism

ecology/environment

globalization

consumerism

colonialism


	ritual/religion

mythology

magic/superstition/fetish

being/becoming(time and change)

eternal/universal




These topics can also encourage student creativity—the ability to see what is familiar in new ways and to forge new relationships between what is known. However, to maximize creativity, students’ use of cliché, propaganda and cultural stereotypes must be confronted.  In this way projects based on these concepts can help students to interrogate their own preconceptions and suppositions about themselves, about art, and about the world. 

Integrating the Conceptual with the Formal

One useful way to create a new assignment is to use bisociation.  Bisociation is a creativity technique that encourages you to find a way of combining two unrelated items, objects or ideas into a new synthesis.  For instance combining the concept “chocolate” with “charcoal” might lead you imagine drawing with pieces of chocolate, molding charcoal into the shape of little Easter bunnies, or presenting drawing supplies in a little heart-shaped box.  Similarly, FYP instructors can use a bisociative process to creatively imagine new assignments.  For example an instructor can begin with the list of suggested topics listed under “Self” in the table of the previous page. In another column they would list the formal elements of design that they need to cover in the course.  Combining the items in each column in many ways will suggest any number of new assignments that an instructor might pursue.  Ex.  The pair, body/focal point might yield an assignment which students create 2 tattoo designs, one that is for a private space and one for a public space (arm vs. groin). Or, “Can one make a tattoo design for a derriere that shifts the focal point from this sexually fetishized part of the body?”  Combining ethnicity in the “self” column with rhythm in the “formal elements” column might yield a 2-d design project that uses photomontage to depict the iterative stages in the process of enculturation.

You can easily imagine several dozen assignments very quickly by various combinations of the terms in each column. 

Example of bisociation as a Means of Generating Foundations Assignments
	Self
	formal elements

	personal history/narrative

memory

gender

body

ethnicity

multiple self

construction of identity
	symmetry/balance

rhythm/repetition/pattern

space (overlapping, scale, position, clarity etc.)

movement/dynamics/focal point

unity/variety

additive color

focal point


An instructor who was very “technique” or media oriented might substitute different types of media for the formal elements column.

	World
	Media

	current events

activism

ecology/ environment

globalization

consumerism

colonialism


	woodcut printing

acrylic painting

photomontage

papermaking

mixed media

charcoal

plaster


For the instructor who can juggle few ideas at once, a trisociative process may prove even more helpful.

	Transcendence
	media
	formal elements

	ritual

mythology

magic/superstition/fetish

being/becoming(time and change)

eternal/universal


	woodcut printing

acrylic painting

photomontage

papermaking

mixed media

charcoal

plaster
	Symmetry/balance

rhythm/repetition/pattern

space (overlapping, scale, position, clarity etc.)

movement/dynamics

unity/variety

additive color

focal point


By setting up a trisociative grid you can plan out your entire semester’s projects so that it includes all the formal, media and conceptual elements that you want to cover. For example my “Talisman” project was invented using the combination: ritual, woodcut printing, movement/dynamics

Collaborative Learning

Collaborative learning refers to what was once called “group work”.  If you are like me, you probably remember group projects from high school or college, some of which may have been not particularly positive experiences.  Successful collaborative learning requires careful planning to avoid the pitfalls of student frustration, unfair evaluation, uneven student participation, general confusion, or time wasted on off-task conversations and activities.  However if these issues can be avoided, minimized or positively channeled, then student collaborations can prove to be some of the richest, memorable and dynamic classroom experiences.  The FYP as a whole already “builds in” a couple of collaborative learning opportunities.;You should also try to include some collaborative learning experiences as part of the Fieldwork or Evaluative components of your assignments.

To help you plan successful collaborative activities I have included Notes on Collaborative Education below.  But first, here are a couple of quick tips:

· Keep activities specifically directed with well-stated goals; Have students self-assign specific roles to all members of the group.

· Have goals for the activities that produce multiple designs, solutions, ideas, concepts etc. rather than a single or “best solution”

· Consider having a “friendly competitive” aspect, pitting groups “against” each other, against the clock, or some other benchmark.

· Present opportunities for students to share and employ their unique experiences, backgrounds and viewpoints by including personal questions as part of the process of generating ideas or images. EX. “What was your favorite cartoon?” “What were you most afraid of as a child?” “What was your worst vacation experience?”

Notes on Cooperative Education
Excerpts from Cooperative Learning in Higher Education by Barbara Millis & Phillip Cottle printed by Oryx Press (American Council on Higher Education)  Emphasis throughout has been added.

ORGANIZING STRUCTURED-LEARNING TEAMS

The heart of a cooperative classroom lies in structured-learning teams.  The critically important cooperative-learning structures promote interactions within and between these teams.  The discipline-related concepts are, in turn, supported by the structures.

Although some well-known advocates of cooperative learning, such as David and Roger Johnson, recommend teams of three, most university and college level practitioners prefer heterogeneous groups of four, or “quads.” Quads offer several benefits: (1) They are small enough that group members tend to stay attentive and on task.  Students can’t “hide” or tune out as might happen, for instance, in a group of eight or, more significantly, in a typical college classroom predicated on whole, class discussion. (2) Quads are large enough to function smoothly when team members are occasionally absent. (3) Quads lend themselves well to pair work, a powerful way to stimulate student achievement and critical, thinking skills.  If a class divides unevenly, faculty can add a fifth member to a team.  If the teams are teacher-selected, not randomly selected, these students may not be as strong as other team members, usually because of absenteeism but sometimes because of weak academic preparation.  In such teams, of course, the students should never realize who the “add-on” might be.

TEAM FORMATION

Teams may be formed in a number of ways.  Some instructors prefer random assignment to teams, such as having students number off.  Twenty students, for example, would form five four-person teams by calling out “1-2-3-4-5; 1-2-3-4-5; 1-2-3-4-5; and 1,2,3,4,5.” The ones would become a team, the twos a team, and so forth.  Such randomness often, but not always, results in heterogeneous teams.  Students usually perceive this formation technique as fair, although some may be disappointed at being unable to work with friends.  Another team formation technique, student self-selected teams, suggests that teachers are open to student wishes, but the resultant teams are rarely heterogeneous: birds of a feather tend to flock together.  Furthermore, solid research suggests that such teams are likely to be unsuccessful (Fiechtner and Davis, 1985).

Sometimes, instructors can offer students a combination of student, selected and faculty, selected teams by asking them to identify three classmates with whom they would enjoy working, with the promise that they will be grouped with one of them.  This practice is best done after students have had an opportunity to become acquainted with one another.  Problems in honoring these commitments may arise, however, if large numbers of students consistently request the same talented classmates.  As another alternative, faculty who expect students to work together outside of class- a practice not recommended- can group students based on propinquity or common free periods.  Instructors who are concerned about learning styles can even group students based on the students’ outcomes on instruments such as the Meyers, Briggs Type Indicator.

Most cooperative-learning theorists and practitioners advocate instructor-selected teams, with a few caveats.  Felder and Brent (1994) caution against groups where women and minorities are outnumbered.  They do not recommend teams composed of only one woman or one minority member.

Instructors should distribute students from team to team based on their academic preparation and ability, their gender, their ethnic background, and any other characteristics that might prove useful.  The idea is to create teams that will build on students’ varied strengths.  As Redding (1990) notes, students with different learning styles, can, in cooperative-learning groups, “teach each other from their special and particular perspectives” (p. 47).  This type of heterogeneous grouping also provides opportunities for positive interaction.  Slavin (1989-1990) concludes, “When students of different racial or ethnic backgrounds work together toward a common goal, they gain in liking and respect for one another” (p. 52).

Probably the easiest way an instructor new to cooperative learning can form heterogeneous teams is by using student data sheets.  The sheets should be passed out with the syllabus at the first class meeting.  The students use them to indicate academic course-related information, such as the number of art courses they have taken, their major and specialization.

The power of cooperative learning lies in its ability to promote what is known as deep learning.  Deep learning does not occur simply because students are placed in groups.  It emerges from the careful, sequenced assignments and activities “orchestrated” by a teacher committed to student learning.

The research on deep learning has been ongoing, systematic, and convergent.  A project, “Improving Student Learning,” sponsored by the Council for National Academic Awards in Britain, was initiated not to generate new research about student learning, but rather to encourage faculty to use the existing research and tools to strengthen their courses.  The project is predicated on research indicating that:

The students’ approach to learning-whether they take a surface or a deep approach [is] the crucial factor determining the quality of learning outcomes.  Those who take a deep approach understand more, produce better written work containing logical structures and conclusions rather than lists, remember longer, and obtain better marks and degrees than those students who take a surface approach (cited in “Deep Learning, Surface Learning,” 1993, p. 14).

Rhem (1995a) cites three international scholars (Ference Marton [Sweden]; Noel Entwistle [Scotland], and Paul Ramsden [Australia]) who, with other colleagues, have identified the same emergent patterns in deep learning.  This research suggests that, although specific implementations will vary, four key components characterize a deep approach to learning.  Rhem (1995b) summarizes them as follows:

Motivational context: We learn best what we feel a need to know.  Intrinsic motivation remains inextricably bound to some level of choice and control.  Courses that remove these take away the sense of ownership and kill one of the strongest elements in lasting learning.

Learner activity: Deep learning and “doing” travel together.  Doing in itself isn’t enough.  Faculty must connect activity to the abstract conceptions that make sense of it, but passive mental postures lead to superficial learning.

Interaction with others: As Noel Entwistle put it in a recent e-mail message, “The teacher is not the only source of instruction or inspiration.” Working as groups enjoin dimensions of learning that lectures and readings or individual projects by themselves cannot touch.

A well structured knowledge base: This doesn’t just mean presenting new material in an organized way.  It also means engaging and reshaping the concepts students bring with them when they register.  Deep approaches, learning for understanding, are integrative processes.  The more fully new concepts can be connected with students’ prior experience and existing knowledge, the more [likely] it is [that] they will be impatient with inert facts and eager to achieve their own synthesis (p. 4).

This research has enormous implications for college and university teaching.  Researchers generally agree, for example, that group work and problem solving within the context outlined above can result in deep learning.

The cooperative activities described in this book must be viewed within the larger teaching and learning framework.  Specifically, they form the heart of a carefully crafted learning sequence.  The sequence can be contained within a single class period or extended to encompass out,of-class activities, including electronic exchanges.  In a given class period, cooperative learning offers students and faculty a structured, on-task means to foster learner activity and learner interactions.  Interestingly enough, E. D. Hirsch Jr. (1996), who is not a fan of cooperative learning, describes what he calls “dramatized instruction,” which mirrors this sandwich approach.  A given class period will be carefully, but not rigidly, structured, with clear objectives and a beginning, middle, and end:

The beginning sets up the question to be answered, the knowledge to be mastered, or the skill to be gained; the middle consists of a lot of back-and-forth between student and student, student and teacher; and the end consists of a feeling of closure and accomplishment (p. 174).

This approach is validated by research presented by Sousa (1995) on how students learn.  The primacy, recency effect postulates that humans, because of the limitations of working memory, tend to remember and retain information offered first in a learning sequence.  We remember second-best the information presented at the end of a lesson.  We remember least from the middle of a learning episode, sometimes characterized as “downtime.” The length of these prime learning times and the downtime will vary based on the total length of the learning episode.  Sousa recommends, among other practices, that the downtime period be used for active “processing” of the new material, particularly relating it to past learnings (pp. 37-42; 58).  In other words, this is an optimum period for the learner activities and interactions with others suggested by the research on deep learning.

Student motivation, the first premise of deep learning, is enormously complex.  Probably the single best article on motivation of students in higher education is Forsyth and McMillan’s (1991 a) “Practical Proposals for Motivating Students.” Based on research, it offers practical advice in a logical, well organized format.  The authors conclude:

Motivation is, to a large extent, a basic dispositional quality of each learner, but savvy instructors can do much to raise motivation by structuring their classrooms carefully…. If we can keep students intrinsically motivated, provide meaningful feedback, and encourage the development of realistic, valuable, and achievable goals that students expect to achieve, their engagement in learning should be enhanced (p. 63).

Reading these goals rests in large part on the established classroom climate.  Svinicki (1991) finds that three theories of learning-cognitive, motivational, and social-coalesce around the concept of cooperation:

In each case, the most effective learning and motivation are produced by a cooperative effort between teacher and student.  In the case of cognitive theory, the teacher is helping the student to create meaning and to monitor learning.  In motivational theory, the instructor works with the student to recognize his or her own potential, to select personal and realistic goals, and to feel secure in the classroom (p. 118).

The social aspects of learning have to do with the emotional context in which the learning occurs.

Creation of a secure classroom is a hallmark of cooperative, learning.  Such a classroom is neither necessarily placid nor built on forced consensus.  Instead, it is a place of civility where opinions can be expressed and explored with honesty.  Palmer (1983) describes teaching as creating a “space” that allows students and teachers to recognize truths.  He states: “Our feelings may be more vital to truth than our minds, since our minds strive to analyze and divide things while our feelings reach for relatedness” (p. 85).  Cognitive psychologists agree that emotions play a significant role in the learning process.  Emotions can block learning, but if we like what we are learning or discover positive associations, we are more likely to remain engaged and move to higher-order thinking.

